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Some Southern Waters is a microbudget feature-length film written, directed, and 
produced by Julian Baner as part of the requirements for earning a Master of Fine Arts in 
Entrepreneurial Digital Cinema from the University of Central Florida. The film is a black and 
white, semi-abstract narrative mainly in the mystery genre, with elements of thriller, horror, and 
black comedy throughout. This thesis is a description of the creative impetus behind the project, 
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CHAPTER 1: AESTHETIC LITERACY 
Filmmaker’s Statement 
 My dreams are often at once meandering and directed. I have a recurring dream, 
indistinguishable and randomly scattered through my nights, in which I am trying to leave my 
house to meet someone, but things keep stopping me. I am set to leave, but then need to take care 
of a boiling pot of water. I am ready again, but I’ve forgotten to shut off a faucet. I am ready 
again, but can’t manage to tie my shoes properly, constantly twisting knots. I am ready again, but 
a friend of mine stops me; they need my help in the backyard with God knows what. If I do 
finally manage to leave, I get lost driving. I miss a turn and must backtrack. I miss it again and 
must backtrack again. I make the turn, but the road is blocked. And so it goes, and so it goes. I 
never get to where I’m going. How annoying, but it got me thinking: if the recursive dispositions 
of my dreams are a product of my thoughts, then what are the recursive dispositions of my 
thoughts a product of?  
The more I navigate through my days, at once meandering and directed, the more I am 
cognizant of their repetitive nature. In nature expressly: in the cyclical makeup of all things, or in 
the random scattering of indistinguishable bubbles, like the random scattering of 
indistinguishable stars, like the random scattering of indistinguishable raindrops. It’s likewise 
true in human nature: in my physical cycles, in my habits, in my thoughts. It is this recursive 
character, the propensity for the world to ruminate, as if nature is constantly trying to get where 




Some Southern Waters is a black and white, dream-like mystery/drama, mostly taking 
place in contemporary times in a beachside town in Florida.  The film follows Jon Bedsoe, a 20-
something heavy smoker with a fascination for the 50s, as he attempts to move on and face his 
guilt after his girlfriend is killed in a bizarre car accident with him at the wheel when, months 
later, he meets someone who looks exactly like her. Jon finds himself trapped in a figurative 
nightmare, stuck in a recursive series of loops, always trying to get where he’s going, but never 
getting there.   
Aesthetic Literature Review 
 Some Southern Waters is a project with a multitude of influences. I hope to take these 
influences and make them my own, while staying true to the heart of the film: the recursive 
nature of things. There are four main aesthetic topics I wish to cover in the following pages: the 
overall tone, the use of my own past films as narrative influence, the visual style, and the stylistic 
adherence to the theme of repetition.  
I am often asked, “What do you want the audience to get from your film?” My answer is 
always this, paraphrasing Robert Altman on his commentary track of 3 Women: “I want the 
audience to say, I don’t really know what that was, but I liked it.” This is because tone always 
comes first for me. I’ve always conceived my films with the initial impetus of a specific tone, 
texture, and atmosphere, with the character and plot details coming afterwards. I want to attempt 
to illustrate the tone I’ve conceived for Some Southern Waters before continuing to specifics of 
how I will achieve it. I write “attempt” because ultimately, I feel tone, much like taste, can only 
truly be felt, not described. A good word to start with is ‘uncanniness.’ In his introduction to a 
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series of interviews with David Lynch, Chris Rodley quotes Anthony Vidler: “‘The sensation of 
“uncanniness” was an especially difficult feeling to define. Neither absolute terror nor mild 
anxiety, the uncanny seemed easier to describe in terms of what it was not, than in any essential 
sense of its own.’ – Anthony Vidler, The Architectural Uncanny” (ix). Rodley goes on to write 
that this difficulty in describing the ‘uncanny’ could be the same difficulty found in watching the 
cinema of David Lynch. 
I hope this is a difficulty found in watching Some Southern Waters as well. Reason being, 
I am more interested in my films standing on their own as emotional states, much like dreams, 
than in ‘solving’ or ‘understanding’ them through description and analysis. As Stanley Kubrick 
writes, “A film is — or should be — more like music than fiction. It should be a progression of 
moods and feelings. The theme, what's behind the emotion, the meaning, all comes later. After 
you've walked out of the theater, maybe the next day or a week later, maybe without ever 
actually realizing it, you somehow get what the filmmaker has been trying to tell you” 
(Ebrahimian 91). 
To attempt to sum up the tone of Some Southern Waters, it is a blend of stark black and 
white surrealism, graceful digital photography, B-Horror movie aesthetics, Kafkaesque 
absurdism, Hitchcockian intrigue, and wry, deadpan humor, with a dose of misplaced 50s 
nostalgia.  
I would now like to discuss how this film stemmed from my previous short films, and 
how this plays into the themes of the film. During my bachelor’s degree studies at UCF, I wrote 
and directed four short films, all of which were semi-abstract narratives that cultivated a dream-
like atmosphere in some way. The first film, called LHOAVTEE, is about a young man, 
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presumably on a date with a mysterious young woman. Driving down a desolate road at night, 
they accidentally hit an old man. The young woman, to the complete bewilderment of the young 
man, steps out of the car to kiss the dead old man, thus reviving him and allowing him to dance 
to the Doo-wop music coming out of the car speakers. The second film, called He Hunts Not 
Fish, is about a young girl who rides her bike over to an old man’s house wearing a red dress and 
a white mask. She proceeds to wash the old man’s feet for money, presumably a practice that has 
been ongoing, but kills the old man by stabbing him with a pair of scissors so that she can steal 
his money. The third film, called Some Southern Waters, is a conversation about a dream 
between two young women on a beach while, unbeknownst to them, an old man, apparently 
injured by something in the ocean, dies on the beach while a little boy buries him in sand. The 
fourth film, called Diamond Day, deals with an old man trying to recall the story of a young man 
named Jon who finds his girlfriend has suddenly disappeared. He runs to the beach to try and 
find her, only to wake up later on the beach, buried under a pile of sand, before running into the 
ocean. The old man’s story is interrupted before we can understand the details.  
I challenged myself to combine these four disparate stories into one cohesive one. The 
old men in all four films has been combined into one character. Same goes for the young women 
in all four, and the young men in LHOAVTEE and Diamond Day. What resulted was a 
nightmarish story with a host of eccentric characters and a logic all its own that I decided to 
name Some Southern Waters, eponymous with the short film. It is only in retrospect that I 
realize, by repeating stories I have already told, I am participating in the theme of repetition I 
have discovered within the new story.  
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The idea of a writer/ director repeating themselves in their work, like a serial artist, has 
always fascinated me. To cite an example, this is an aspect I find especially compelling in the 
work of Japanese director Yasujiro Ozu. In analysis of the director in his book Ozu, Donald 
Richie writes, “Ozu’s pictures then, are made of very little. One theme, several stories, a few 
patterns. The technique, too… is highly restricted: invariable camera angle, no camera 
movement, a restricted use of cinematic punctuation. Similarly, the structure of the film… is 
nearly invariable… Indeed, there can have been few artists whose oeuvre is so completely 
consistent” (9). And to quote Ozu himself, “I always tell people that I don’t make anything 
besides tofu, and that is because I am strictly a tofu-dealer” (Richie 10). 
Finding consistencies in a director’s work is no foreign concept to film critics. It is a 
quality that has been conspicuously praised in the forming of the politique des auteurs by the 
French Cahiers du Cinema critics, and later adopted as the Auteur Theory by Andrew Sarris in 
America. Sarris’s admiration for such a characteristic in directors is clear, for example, when he 
writes about Howard Hawks, whom he inducted into his list of Pantheon Directors: “The same 
lines and basic situations pop up in film after film with surprisingly little variation… the 
Hawksian hero acts with remarkable consistency in a predominantly male universe…that one can 
discern the same directorial signature over a wide variety of genres is proof of artistry” (53 – 56).  
What is interesting to me about Ozu’s and Hawks’s consistencies from film to film, is 
how each film acts as a response to the one that came before it, and how this changes the context 
of each film within the oeuvre. The curiosity, then, lies in the small aspects that do change from 
film to film, and how these changes imply a change in Ozu and Hawks, as if the films themselves 
are recurring dreams. When writing my short films, I had no intention of making similar work. In 
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fact, I felt I was always striving for something completely different. I now realize, much like in 
both my dreams and my waking life, that I have been subconsciously recursive. 
With an understanding, now, of the main foundations of my film, I would like to move on 
to elaborating on the visual style. As mentioned earlier, the film is in black and white. I chose 
this for a couple reasons.  
One is thematic. The protagonist Jon has his foot in two worlds, one is the contemporary 
world that he is forced to embody, and the other is a world of the 50s, of a past he never 
experienced. In this way, he is a character displaced in time, trying to honor the lifestyle, codes, 
and expectations of another era, while navigating through contemporary times. Correspondingly, 
by being shot digitally with a camera stabilizer, yet in black and white, the film visually adheres 
to a style of photography associated with a bygone era, while clearly belonging to a 
contemporary world. 
Another reason is budgetary. I find that it is much easier to use darkness to your 
advantage in black and white, to conceal what you otherwise have to show, such as locations or 
production design that is not allowed for in the budget. This a lesson learned from the B-Horror 
movie genre. By calling back to these low-budget films, aesthetically and narratively, I feel the 
use of a low budget on my own film feels called-for and deliberate, rather than something to try 
to conceal. In addition, using darkness in grayscale results in a lot of black in the frame. As 
described by David Lynch, “Black has depth. It’s a little egress; you can go into it, and because it 
keeps on continuing to the dark, the mind kicks in, and a lot of things that are going on in there 
become manifest. And you start seeing what you’re afraid of. You start seeing what you love, 
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and it becomes like a dream” (Rodley 30). So, there is an also an emotional implication to using 
black and white, which is the third, and perhaps most important reason. 
I find that the feeling of the surreal, fragmented character of dreams that is inherent in the 
narrative is best suited to black and white. When you superimpose images in black and white, for 
example (a technique I plan on using heavily in the film), because there are no colors to 
distinguish elements in the frame, the two blend together and create new mental images that 
could not be achieved otherwise; much like the blending of dream and reality that Jon is forced 
to indistinguishably live between.  
There is also an inherent beauty to the non-reality of black and white. To quote Roger 
Ebert, “Color is too realistic. It is too distracting. It projects superfluous emotional cues. It 
reduces actors to inhabitants of the mere world. Black-and-white (or, more accurately, silver-
and-white) creates a mysterious dream state, a simpler world of form and gesture” (391). Though 
I believe there is a different aesthetic beauty in color as well, it is this quality of mystery in black 
and white that I find suits this film well. 
  To add to this ethereal quality, I intend on using a gimble, a specialized camera 
stabilizer, for both elaborate camera moves and stable shots, to give a free, floating feel to the 
film. The reasoning behind this is to avoid using tripod, panning, or dolly shots, which are too 
stable and customary in filmmaking grammar, giving an ‘invisible’ quality to the filming 
apparatus, while also avoiding a hand-held method of shooting, resulting in a much too 
conspicuous, vérité style.  One, instead, should feel as if the camera is a dreamer, freely 
exploring the world in front of it, yet, by its very gaze, willing it into existence.  
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Overall, the film will adhere aesthetically to its cyclical narrative and themes of recursion 
and repetition. One way of achieving this is through visual motifs. Similar compositions and 
identical camera moves will be frequently used for different scenes. One example of this is in 
recurrently utilizing the full-body compositions often used in silent films. By adhering to this 
compositional style solely during the scenes of strongest, fear-inducing hallucinatory content, I 
hope to establish an ‘uncanniness,’ or innate, simplistic, eerie objectiveness to these scenes, very 
much standing apart from the off-kilter density of other scenes. 
Another visual motif I intend to employ is to evocatively push in on the back of heads. 
This plays with the expectations of film grammar, in which a push in on someone’s face is meant 
to serve as a reveal, provide an emotional release, or involve you in the character’s own 
emotional momentum. It also evokes a dream-logic, in which you actively are forced to focus in 
on elements that seem arbitrary or insubstantial. By consistently repeating visual motifs such as 
these, I hope to weave the recursive theme of the narrative into the aesthetic itself.  
I hope to do the same with sound design. One way of achieving this is to use the same 
exact sound effects in many different ways throughout different scenes. For example, a particular 
type of crunch sound made from stepping on a branch in one scene, could be used when someone 
cracks their fingers in the background of another scene. In this way, sound acts as it often does in 
dreams, re-contextualized to fit the setting or situation.  
Another way of using sound to reinforce this theme is to have Jon listen to Doo-wop 
music. Doo-wop music in itself characterizes Jon’s personality in its candy-coated 50s nostalgia 
and its repetitious melodies and chord progressions. The fact that Doo-wop songs all follow very 
similar rhythms, chord progressions, melodies, and instrumentation, making it difficult to tell one 
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apart from the other, further supports the theme of recursiveness throughout the film. To 
exaggerate its repetitiveness, Jon will have one particular song play every time he is driving, a 
situation he reluctantly finds himself in often throughout the film. The effect this should have on 
an audience is to make them not only experience the idea of repetition, but to be emotionally 
impacted by it, going through the same emotions that the protagonist is. 
In short, the majority of my seemingly eccentric aesthetic choices for Some Southern 
Waters stem from the themes and moods inherent in the narrative. My hope, however, is that 
these conscious choices, and these themes of repetition, act mostly subconsciously for an 
audience. They are subtle enough that an audience may not be totally aware of them while they 
are happening, but will nevertheless leave a lasting impression. I leave many elements, 
narratively and aesthetically, purposefully abstract. This project, for me, stemmed from my 
observations and understandings of my own recursive thought processes. However, I suspect that 
there are more subtle, subconscious aspects of my own personality and worldview that have also 
informed the work. It is these aspects that require an audience other than myself to extrapolate. 
In this way, I anticipate a viewer to come to their own conclusions as to what certain elements in 
the film - whether it be the choice of Doo-wop music, the eccentricities of the characters, the 
peculiar locations, or particular plot points - mean to them, or make them feel. In other words, 
my purpose in using ambiguity in storytelling is to create the space to allow each viewer to come 
away from the film with their own specific meanings and interpretations based on their own 
experiences and relationship to the images being shown. 
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CHAPTER 2: FINANCIAL LITERACY 
Funding Plan 
Some Southern Waters’ crowdfunding journey ended relatively successfully: almost 
$17,000 raised out of a $26,000 budget in in-kind and cash donations. We focused solely on 
Facebook/ Instagram to build and cultivate an audience that we hoped would become supporters 
of the project. Shortly after the launch of our Facebook page in early January 2019, we began 
this cultivation with a “Like Campaign”: an ad featuring our trailer which ran on Facebook with 
a call-to-action for the viewer to “Like” our page. We spent about $450 on this campaign 
between January 5th and April 8th, resulting in over 2,500 page Likes, about 200 of which were 
organic, meaning not paid for (friends, family, etc.) Our hope was that by building up the 
credibility of our page with a decent number of Likes, we could convert some of these page 
followers into loyal supporters of the project.  
 We kept our growing audience engaged by posting about 3 times a week with various 
types of content: pre-production updates, films we were watching, and general engagement posts 
featuring jokes or artwork. We quickly found that, among our paid followers, re-posts unrelated 
to the film were the most popular; while among our organic audience, posts about the actual film 
were most popular. This was slightly disheartening, but we kept pressing on, noticing some paid 
followers were more dedicated to the actual project than others (some of which continue to 
engage with all our posts even as of this writing). Along the way, we secured 60 email newsletter 
subscribers (about half of which were strangers) through exclusive giveaways, the most popular 
being a free t-shirt (the winner of this shirt unfortunately did not convert into a donator as 
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hoped).  We used the newsletter to prompt and remind subscribers of our crowdfunding 
campaign and continue to email a newsletter to these subscribers once every 3 months with 
production updates, retaining about a 30% open rate. 
 Finally, we launched our crowdfunding campaign through Seed&Spark on March 19th, 
2019. Our initial post featuring our pitch video (boosted for about $7 for 4 days) resulted in 57 
link clicks. We continued to promote the campaign throughout the month with unique 
opportunities and sales (reduced reward prices, matched pledges, etc.) while still posting 
unrelated content which continued to be popular with our followers. The result was 60 pledges 
equaling about $9,000 raised in cash with about $8,000 raised in in-kind donations (equipment, 
locations, food, etc.). Most of these in-kind donations were being found and tallied up separately 
from the crowdfunding campaign, and then manually added. 
 Overall, we were successful, but out of all the paid Likes we received, only two resulted 
in actual donations: $25 each for the reward of a streaming link. These two were highly involved 
followers who had direct messaged us through the Facebook page and were content creators 
themselves (one a filmmaker, one a musician). If I were to do this again, I would have saved the 
time and money used to accumulate Likes and Follows, and instead focused on the personal 
connections already in my network (friends, family, family of crew, etc.) Whether these 
followers will translate to actual watchers of the film in the future remains to be seen, but in 
either case, it would have been more useful to run a Like Campaign closer, and in tangent with, 




Marketing & Distribution Plan 
 We plan on self-distributing Some Southern Waters, meaning, rather than attempting to 
sign a deal with a typical distributor who would market and attempt to distribute the film in 
theaters, tv, or online, we would market and publish the film online ourselves, keeping 100% 
ownership through sites like Amazon and Vimeo, while marketing the film ourselves through 
Facebook and Google. That being said, we still plan on submitting to film festivals both 
domestically and internationally as a means to bring critical attention to the film, and in turn 
hopefully offering our film free publicity.  
Should we be accepted at a high tier festival, we plan to organize our online distribution 
such that our film will be available to rent online for $2.99 on Vimeo shortly after the film plays 
at that festival. This way we can capitalize on the heels of our festival buzz: the kind of free, 
widespread publicity that we won’t see again. 
 A great case study on the benefits of capitalizing on the publicity offered by major film 
festivals comes from the book Selling Your Film Without Selling Your Soul by Jon Reiss and 
Sheri Chandler. In it, they discuss the distribution plan of the film Ass Backwards. As per the 
director of the film:  
 
We knew that the only one thing Sundance guaranteed us was a tremendous 
amount of publicity, a chance for people to hear about the film and to be curious about it. 
We also knew that we had an anti-commercial film, difficult to market, without an 
obvious target audience outside of the people that go to film festivals. We knew we had 
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virtually no chance for traditional pick-up, and imagined that if we did things the regular 
way and waited for other companies to come to us, we’d probably see ourselves on IFC’s 
digital platform six months later, and nothing else. We also knew that we had spent so 
little on the film that we could afford to take risks. So we decided to just go for the 
jugular and to use the publicity generated by Sundance to release the film directly to the 
audience. We knew we couldn’t wait until people forgot about the Sundance press, so we 
decided the launch the film as wide as possible immediately after the Festival, meaning 
February 1st...one day after the festival concluded (Reiss & Chandler 2011). 
  
Knowing the improbability of our film being picked up for distribution in today’s market, 
we plan on utilizing a similar strategy to market Some Southern Waters. 
 Starting in July 2020, we plan to submit to the following 13 festivals: Slamdance Film 
Festival, South by Southwest Film Festival, Florida Film Festival, Fantastic Fest, Indie Memphis 
Film Festival, SCAD Film Festival, Austin Film Festival,  Key West Film Festival, Woodstock 
Film Festival, New Orleans Film Festival, Oxford Film Festival, Fantasia Film Festival, and 
Berlin International Film Festival. 
  Afterwards, armed with more insight into the kind of audience that responds to our film, 
we will window our online release into TVOD (Transactional Video On Demand), SVOD 
(Subscription Video On Demand), and AVOD (Ad-supported Video On Demand). This allows 
for a recurring feeling of an exclusive premiere and gives us time to keep learning about our 
audience and their spending habits while we tweak our marketing (Hammond, “5 Lessons”).   
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 An exemplary film that utilized this windowing strategy is the documentary Sriracha. 
According to director Griffin Hammond on a blog-post he published:  “It turns out this strategy 
of premiering a film at separate times on separate platforms is called windowing. Each premiere 
is a new opportunity for excitement, a new likelihood of press coverage, a chance to reach new 
viewers. Each platform will treat the film as new, often featuring it prominently in the user 
interface” (“5 Lessons). He released the film as follows:  
 
- December 11, 2013: Sriracha premiered on Vimeo On Demand. 
- August 29, 2014: Aggregator Premiere Digital published to iTunes and Amazon Instant 
Video ($1.99 SD / $2.99 HD). 
- September 2, 2014: Distributor Janson Media published to Hulu (free, ad-
based/subscriber). 
- April 17, 2015: I asked Premiere Digital to turn on Amazon Prime (free for 
subscribers). 
- April 18, 2016: In addition to my free director’s commentary version on YouTube, I 
added a paid YouTube option. ($0.99 HD rental / $2.99 HD) (“5 Lessons”).  
 
This strategy turned out very well for Hammond, resulting in “$136,813 in revenue, from 
720,848 views” (“5 Lessons”) in the film’s first 36 months of revenue (on a budget of about 
$13,000).  
With this strategy in mind, once the festival publicity has died, or if there is none, we will 
drive traffic to the Vimeo rental through promotion on out Facebook page and through targeted 
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Facebook ads. Based on our success, or lack thereof on Vimeo rentals, we will add the film to 
Amazon’s TVOD platform, again at a $2.99 rental price. Based on the film’s performance on 
both platforms after some months, we will most likely shift to Amazon’s SVOD platform, 
allowing users with an Amazon Prime subscription to watch the film for free. At the same time, 
we will attempt to launch the film on an AVOD platform such as Tubi to make up for the lack of 
revenue that will be generated from Amazon views.  
The reasoning behind on launching on Vimeo, a lesser known site than Amazon, is that 
the profit margin on Vimeo rentals for content creators is significantly higher than Amazon’s. 
Vimeo offers content creators 90% of profits on rentals 
(https://vimeo.com/ondemand/startselling) while Amazon only offers 50% 
(videodirect.amazon.com/home/help?topicId=G202037410). The reason to launch on Amazon 
despite lower profit margins - particularly on their SVOD: minimum one cent per hour viewed 
(videodirect.amazon.com/home/help?topicId=G202037410) - is that the potential for viewer 
count is significantly higher. We believe that rentals on Vimeo will significantly drop within the 
first 3 months of the film’s release, so to counteract this we will promptly relaunch on Amazon 
rentals, and finally Amazon Prime streaming views. This strategy, which will no doubt be 
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CHAPTER 3: PRODUCTION LITERACY 
Production Literacy Overview 
Introduction 
 I have separated this section into my initial plans as written during pre-production 
(written in future tense) and my conclusions written during post-production (written in past 
tense). This is to measure my goals and assumptions in contrast to the realities of the production, 
allowing me to catalogue the lessons learned and mistakes made along the way.  
Crew - Initial Plan 
 I plan on using a crew of around eight, including myself, for the majority of my 
production. The roles, as I intend to assign on the call sheets, would be as follows: Director, 1st 
Assistant Director (1st AD), Director of Photography (DP), 1st Assistant Camera (1st AC), 2nd 
Assistant Camera (2nd AC), Sound, Production Assistant. 
Before elaborating on each of these positions and how they will function on my set, I 
would like to expound on my preference for a small crew, and the reasoning, or philosophy, 
behind it. Having worked on many diverse sets during my BFA (from a one day shoot with a 
crew of four, to a three week shoot with a crew of fifteen, and everything in between), I have 
found my preference to be on crew sizes smaller than 10 people (not including actors). This is 
true even with more complicated set-ups and locations. I find that having a smaller crew forces 
everyone involved to play many roles and contribute in a large way to the project, thus adding a 
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necessary level of creative investment in every player. When a “grip’s” concern is not just the 
proper lighting placement, but the motivation behind the placement and how to simplify and/or 
improve upon it for that motivation, there is an exciting collaborative energy on set that 
permeates into every aspect of the film, from lighting, to framing, to camera movement, and 
especially to performances. There is also a loyalty established between all the crew members that 
is sometimes hard to acquire on larger sets when it does not feel as if every person is contributing 
to the same end-goal. This is because more trust must be placed on each crew member to be 
doing their job properly without as many hands on each element. 
I realize that by having my crew members play multiple roles, it reduces the efficiency of 
my set, in contrast to one in which every member has a more specific role. I gladly take the 
reduction in efficiency over the tunnel-vision that often occurs when someone’s job is too 
specific. In my mind, that person becomes more of a tool than a contributing member of the 
project. My reasoning behind this method is that I find it does show up, ultimately in the film. By 
allowing each crew member to take ownership of their roles, I find I can see their individual style 
or input in the product itself. Much like a band whose players’ individual influences can be heard 
through their instruments, I can see an individuality in a camera move, a shot composition, or a 
lighting set-up. 
   To expand on the roles I listed, I will contrast their traditional assignments to how I 
intend for them to function on my own production. The 1st AD typically is responsible for 
ensuring that the shoot is running smoothly and on schedule. They do this by working closely 
with the Director in pre-production to create a shooting schedule, shot list, and call sheets. On 
set, they often act as the link between the Director and most other crew members, and ensure the 
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set is disciplined while keeping the Director informed of where they stand on schedule and 
budget (“First Assistant Director (First AD).”). I intend for my 1st AD to behave in the same way 
one would on a traditional set, with the only exception being that they may assist in other 
departments, such as grip or sound, if need be, and would be an important voice in creative 
decisions for anything from shot composition to acting suggestions. This being such a significant 
role, and one that demands a lot of trust from a Director, I have selected Steven Klotz, a close 
friend of mine who has acted as a “right hand man” on my past film sets to step up to the task. 
He will practice this role over two short films that I will write and direct leading up to the 
production of Some Southern Waters.  
 The DP on my set will also serve a very similar role to one on a traditional set. 
Traditionally, the DP is the main creative voice in the look of the film. They consult with the 
Director on their vision for the film, and then decide on composition, camera movement, and 
lighting, working in close collaboration with the camera crew (“Director of Photography.”). My 
DP will do all of these things, as well as operate the camera and, non-traditionally, help with any 
labor-intensive set-ups such as setting up lighting fixtures or laying track, jobs normally 
exclusive to a Gaffer or Grips. 
 Instead of Gaffers and Grips, I have dispersed the jobs that would normally befall them to 
the DP and 1st and 2nd ACs. The 1st and 2nd ACs are normally responsible for all setting up, 
maintenance, and disassembly of the camera, with the 1st prioritizing in adjusting the lens to 
“pull focus” during filming, and the 2nd focusing on operating the slate (“Second Assistant 
Camera.”). On my set, I plan on the DP having more of a focus on matters concerning the 
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camera, while the 1st and 2nds have more of a hand in the setting up of lighting fixtures and 
contributing creative solutions to lighting, composition, and camera-move problems. 
 Rather than have a Boom Operator and Sound Mixer on set, as is traditionally required 
for sound capture, I prefer to simply have a Sound person to act both as boom operator and 
mixer, with help from the PA if they need an extra set of hands. I have found favorable results 
when there is one person dedicated to the capture of sound and has creative control and 
responsibility over it, as opposed to two people who, if not consistently on the same page, can 
have contradictory approaches to capturing appropriate sound when mixing and positioning 
microphones. 
 Finally, the PA, generally considered a jack of all trades who can help out with 
miscellaneous tasks on set, usually directed by the 1st AD (“First Assistant Director (First 
AD).”), will more or less play this role, while having a greater creative presence on set than is 
normally allowed for. The PA on my set should feel free to help and take ownership of almost 
any aspect of the production if need be, whether it be lighting, camera, sound, make up, set 
design, assisting actors, etc. This role is certainly a challenging one and would have to be 
assigned to someone very much steeped in filmmaking culture and who can dabble in all aspects 
of it competently. 
 Noticeably missing from my crew list are Script Supervisor, Hair & Make Up, and 
Production Design. I have personally never found a need for a Script Supervisor, who would 
normally closely watch the set for continuity and take notes on the Director’s reactions to takes 
(“Script Supervisor (Aka Continuity).”). Because I rarely shoot standard coverage, I find that 
continuity is not so much important enough to have a single person in charge of checking for it, 
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but is rather a task that any one on set can contribute to at any time if they notice something that 
is discontinuous. 
To clarify, continuity means that the illusion of temporal and spatial accuracy is 
maintained between cuts. For example, if Character A is on screen with a glass that is full of 
wine and then we cut to Character B for a line of dialogue, we would expect, if we cut back to 
Character A for their response, that the glass has about the same amount of wine in it. When 
doing standard coverage, lines of dialogue and actions are often repeated, so that an actor may 
unconsciously choose to drink some of the wine. After several takes the glass may be nearly 
empty. Because the continuity of the wine glass was not being taken into consideration, you may 
have difficulty in the editing room using different takes of the same scene while trying to 
preserve the illusion of accurate time. I will cover why I believe my shooting style will mitigate 
this potential issue shortly, but suffice to say that I have found that between myself, the DP, and 
the actors, continuity is always more than adequately maintained. I have also found it 
unnecessary to read the Script Supervisor notes of my on-set reactions. I find it important to 
review all of the footage afterwards, regardless of my on-set feelings, especially as the context of 
the scene changes within the larger piece as a whole.  
As far as Hair & Make Up and Production Design are concerned, I prefer for these 
decisions to be made collaboratively between myself, the actors, the DP, and often even the 1st 
AD, rather than having departments dedicated to these tasks. I personally enjoy taking the time 
to dress the set myself with anyone who feels inclined to, simply because it is enjoyable and 
under my control, and like giving the actors a sense of ownership when it comes to how they (or 
their characters) choose to dress, do their hair, and do their make-up (if any). This allows the 
28 
 
actors to fully inhabit the character, and exhibit eccentricities that they otherwise would not have 
considered. 
Crew – Conclusion 
 In contrast to my plan of having of around eight crew members with crew members 
playing multiple roles, we ended up taking a more traditional route to crew. Grips, gaffers, 
production designers, a 2nd AD, hair/make-up, set PA’s, and a Digital Asset Manager were all 
present on set every day. As my 1st AD (a role eventually assigned to Mike Tran, with Steven 
Klotz serving as 2nd AD) my Director of Photography, and I meticulously planned each shooting 
day in advanced during pre-production, we quickly came to terms with the fact that our 
ambitions in terms of number and quality of shots would necessitate a larger crew than I had 
initially planned. We averaged a crew of 16 including myself, with clearly designated roles. 
Happily, I felt this number of people did not, in fact, detract from the collaborative and artistic 
nature of each of the roles, but rather allowed each member of the crew to contribute to an 
overall greater whole as a result of the streamlined process of having focused roles on set. By 
Hollywood standards this was still an extremely small number of crew members, with members 
focusing on a greater variety of tasks than is expected even in the low-budget world. In the 
future, I plan on being more open-minded towards the number of crew members, larger or 
smaller, required for a given project, depending on the scope of what is required. 
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Shooting – Initial Plan 
I would like to elaborate on my intended shooting style as mentioned above. First, it is 
important to understand what I mean by “standard coverage.” Generally standard coverage is as 
follows:  
…first shoot the scene in a master shot, which is a relatively wide angle that 
shows almost all of the action that is taking place. All of the characters move around 
within the view and no person is looked at specifically. Once you do this you do the 
entire scene with medium shots on different spots and characters. After this you do your 
close ups, which requires again doing the scene correctly but with the camera focused in 
tight on each of the characters (Burley, “Master Shots”). 
 
This technique is very useful for most dialogue scenes, and I intend to use it for key 
moments in which I find the dialogue and performances more important than the “style.” 
However, for the most part, I will not be using standard coverage. I will instead be using, what 
Jeanne Pierre Geuens refers to as Decoupage. By this, he means “…the director, working alone 
or with the screenwriter, has previewed the action in direct relation to specific camera positions” 
(120). In other words, rather than using coverage by performing a scene over and over again with 
different camera angles, I would have single, specific, independent camera setups in mind 
already for how to shoot a scene. This way of imagining my film falls very much in line with 
how I have written the script, in that I wrote it with  every shot and cut already in mind. I write 
this way because I have never found myself able to separate “form” from “content.” The images 
I imagine and the story being told are intrinsically linked from the start of my writing. Naturally 
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this way of visualizing the script often steers me away from standard coverage, as there is often 
only one way in my head to shoot the scene. It is up to the rest of my crew, then, to feel at liberty 
to fill in all the details within the framework of the scene that I have created in my head.  
To get more specific, what this translates to in this film is the heavy use of a gimbal for 
the camera. A gimbal is a stabilizer for a camera that allows for extremely smooth shots despite 
being handheld by absorbing most shock and movement normally inflected to the body of the 
camera. 
The gimbal would allow me to perform longer takes which require complicated camera 
moves, without the burden of a dolly or crane. Therefore, I am, in a way, substituting cutting for 
camera movement. This technique was inspired in part by the way Jean Renoir often uses his 
camera. As Andre Bazin explains, “…even more important is Renoir's use of camera movement 
to avoid excessive cutting. By moving the camera to ‘reframe’ the scene instead of cutting, 
Renoir is able to treat the sequence not as a series of fragments but as a dramatic whole” (64). 
This allows my actors more freedom to act in the moment, without having to worry about 
continuity, while giving the film a flowing, ethereal style, that captures the nature of the slippery, 
dream-like narrative. 
I also plan on using a gimbal in a novel way. That is, not just for elaborate camera moves, 
but also for static shots which typically would either be on a tripod or handheld. My goal is to 
have a camera that subtly feels as if it is always floating, not completely unnoticed by the 
audience, but not drawing attention to itself. The emotional impact, I hope, would be a gradual 
building of an unsteady feeling not unlike sea-sickness, and a subconscious questioning of the 
camera spectator (a third party viewing the scene), as if there is a vague feeling of an outsider 
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pulling the strings on the events that are unfolding. Pragmatically, I imagine this would prove 
relatively simple with adequate practice with the gimbal and proper attention given on set to its 
calibration. Extra time would have to be put aside for these considerations, and this would be the 
task of the DP and the 1st AC. 
Shooting – Conclusion 
 The notion of not relying on standard coverage is one that my DP and I stuck to, and, as 
planned, we very often would shoot scenes in one take with a moving camera. The only 
difference in execution was the plan to use a gimbal for most of these moving shots, and even 
still shots. On our second day of shooting, we found the gimbal to be rather unreliable, and not 
offering the kind of movement we were hoping for, feeling a bit too unnatural and uncontrolled. 
We opted instead to utilize dollies and sliders, tools that would allow the camera to be on a 
controlled track and used a gimbal sparingly. Rather than use a gimbal on “static shots,” lending 
the sensation of a floating camera as mentioned in our initial shooting plan, we instead would 
often place the camera on a curved slider, allowing for a slow, subtle circular movement around 
the subjects. We found this technique much more reliable, and much more compelling visually: 
emphasizing the themes of cycles and loops, while retaining the subtlety of motion we were 
aiming for. 
Budget and Style – Initial Plan 
 I intend to use a budget of 12,000 dollars for this production. This includes the cost of 
any equipment rentals, locations, permits, insurance, food for the crew, production design, and 
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hair and make-up. I have accepted that, in this case, the budget dictates my style, and welcome 
the swelling effect on creativity that these restraints create.  
 One way I have discovered of significantly lowering the budget of my film is using stock 
footage for some of the more complicated shots or stunts, rather than trying to stage them, and 
incorporating the use of stock footage into the aesthetic of the film. For example, there is a scene 
involving a car crash. Rather than stage a stunt of some sort, I have found a plethora of stock 
footage that costs as low as 20 dollars to use showing some sort of collision in a car from various 
angles. I believe that with clever cross cutting and digital manipulation, these can be assimilated 
into my film and give an accurate representation of the event, emotionally and technically, while 
doing so in an aesthetically intriguing way and on a very low budget. The same idea can be 
applied to a scene in which one of the main characters swims in a large staged fish tank dressed 
as a mermaid, by using stock footage of mermaid shows.  
 
Budget and Style – Conclusion 
 Rather than stick with our plan of retaining a low budget by using stock footage, after 
camera tests, we decided to commit to the particular aesthetics of our own camera and lenses. 
We abandoned the idea of using stock footage, and instead increased our budget and used a 
combination of green screen, production design, and clever editing to convey the examples given 




Editorial – Initial Plan 
The editing workflow for my thesis film will be somewhat different than the process I am 
used to, assuming I will be shooting digitally. Normally, I shoot on film, and the film is scanned 
in a lab which returns to me one or two large .mov files at 1080p. (The only time I have shot 
digital, I only had one take to handle). I then cut this file into its respective scenes, and sync the 
separate sound files using only the slates. Shooting on digital, I am directly handling the 
information coming out of the camera. 
Still, once the files are organized into Adobe Premiere, my editing workflow will be very 
similar to the editing of Diamond Day, a 10 minute film I made while in the Bachelors of Fine 
Arts film program at UCF. I would first sync all my sound, then simply start editing 
chronologically, quickly, until I have a rough cut, in which the scenes “placed in order and 
checked for continuity. This… allows for revisions and new ideas to be tried and tested” 
(Grove). Then, once I have a feel for the film as a whole, I can begin to fine tune scenes, and 
start adding sound design.  
Another challenge I will have to deal with is the pacing of the whole piece, rather than 
just individual scenes. I had a taste of this on Diamond Day, having multiple locations and some 
freedom structurally to play with, but this is nowhere near the scale I can anticipate on a feature- 
length film. My hope is that most of these structural questions will be answered in the script 
writing process, but I am aware that sometimes what works on paper does not work on screen, 
especially once all the pieces are tied and moving together.  
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One of the main stylistic premises that is making itself apparent in the script is the idea of 
being stuck in loops (a state I am in often when I am dreaming). The script as a whole is circular, 
as well as the individual scenes, elements throughout, and the dialogue. I foresee, then, a circular 
approach to camera moves and edits. I can exploit the idea of repetition through repetitive cuts, 
with a special focus on repetitive rhythms of cuts. I think this will bring home the premise in a 
deeper way that does not make itself too noticeable and detract from the characters and narrative. 
 
Editorial – Conclusion 
 This plan has gone unchanged. As stated, I edited the film quickly in chronological order, 
and then fine-tuned, gradually incorporating sound design as I did so. This process proved very 
effective and allowed me to have a constant macro-view of the film, while also allowing me4 to 
focus on the minutiae of each of the scenes. 
Finishing – Initial Plan 
Regarding editing, “finishing” is described as “the process of giving your edited program 
the final polish it needs to make it as seamless and professional as possible…” (“What is 
Finishing?”). This would involve color correcting, color grading, and adding any visual effects.  
Color correction for Some Southern Waters will be black and white. It is important to 
note that, unlike when shooting on black and white celluloid, which is an actual silver and white 
substance with no color information, shooting black and white digitally involves shooting in 
color, but then desaturating the footage to appear in grayscale.  This requires many careful 
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decisions to be made regarding lighting and color while shooting, as different colors appear as 
different shades of grey when converted to black and white. 
If the footage is captured properly in color, I will be able to work with a desaturated 
image that still contains an even range of highlights, shadows, and midtones, and a separation of 
different elements within the frame through differing textures and shades of gray. You would 
think that working in black and white would then be an easier color correction process, however, 
the process can become complex when tried and true methods of color correction in color 
footage do not have the same yield in black and white. I am aiming for a particular type of high 
contrast black and white that is found on some black and white film stocks, such as Kodak Tri-X, 
released in 1954 and used on the film Night of the Hunter to achieve very deep levels of black in 
sharp contrast with impressionistic whites (Couchman 136 - 137). One way to achieve this is to 
have a more dramatic “S-curve” then usual. An S-curve is a manipulation of a Luma Curve, 
which controls zones of lightness and darkness to look like the letter S. Effectively this lowers 
the levels of shadows and raises the levels of highlights (The Basics of Color). Learning how to 
subtly manipulate Luma Curves to create high contrast black and white images while 
maintaining proper levels of exposure in the shadows and highlights will be a challenge I have 
not faced before in my color correction process.  
Yet, manipulating Luma Curves is a relatively simple process. The real time-consuming 
aspect of black and white color correction will involve effecting the red, green, and blue 
channels. As demonstrated above, different colors appear as different shades of gray in black and 
white. Therefore, manipulating different color channels will result in alterations of tone 
throughout the entire image. 
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This is the extent of the concerns for Some Southern Water’s finishing workflow as of 
now. Experimenting with ways to enhance my black and white images will no doubt be a time-
consuming but fulfilling process. It is important that I put aside ample time to dedicate to this 
process in my post-production schedule, and that I am consistent in my approach from scene to 
scene. 
Finishing – Conclusion 
This process has also gone according to plan. I have utilized Luma Curves, and the 
manipulation of the original colors in the footage to a great extent to color correct and grade the 
footage. The results are not only satisfying, but better than expected in the freedom offered of 
pushing the blacks and whites without losing information, and in the variation in shades of gray 
achieved. 
 
Sound – Initial Plan 
The sound design and soundtrack in this film will be a crucial element to the tone and 
atmosphere of each scene. I intend on capturing clean dialogue on set, while leaving all other 
sounds to be done in post. This would mean all foley would have to be created in a controlled 
ADR suite, meaning I would watch the footage with a microphone and recreate the sounds seen 
on screen one at a time (such as footsteps). I have had success with this method in the past as it 
helps keep the focus on recording clean dialogue on set while allowing for a near-accurate 
recreation of natural sounds.  
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Stylistically, I intend on having a very dense soundtrack containing several layered audio 
tracks. This will often be to contribute to the disorienting nature of the dream-logic throughout 
the film. I have had experiences of low-consciousness, such as when put under for surgery, 
where I am somewhat lucid as to the dialogue and sounds occurring in the operating room. The 
sounds appear densely packed on top of each other, almost like a form of fast forwarding by 
squeezing the empty space out of sound, rather than speeding up the sound. My goal is to 
accurately represent this phenomenon during especially hectic scenes. I would also like to 
experiment with how particular sounds add to the texture and pacing of a scene, and how these 
sounds collide with any soundtrack music over the scene (a long-sustained car horn, for example, 
that clashes with a sustained note on the soundtrack and/or a line of dialogue). 
A central theme of this film is the idea of being stuck in loops and repetitions that is often 
experienced in dreams. Throughout the film there will be oddly similar repeating scenes, lines of 
dialogue, and visual motifs. Naturally, I would also like to include repeating bits of sound 
design. I would like the repeating motifs to be subtle, almost subconscious. Curiously, the human 
ear is very adept at detecting when two passages of sound are identical (think of when a 
recording of a scream is used twice in close succession), so the challenge will be to find bits of 
sound that make one question things, without being certain of the source.  Combined with this 
will be the issue of frequency. If the sounds repeated are too close together, the effect will be 
obvious and will take the viewer out of the experience. However, if the sounds are spread too far 
apart, the effect will be completely lost.  
As far as soundtrack is concerned, because music rights are too expensive on a micro-
budget, but the main character is fascinated with 50s nostalgia, I plan on creating an original 
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doo-wop album that is meant to resemble the actual recordings of that era as closely as possible. 
The goal would be for a casual audience member to not be able to distinguish between my 
original soundtrack and an actual doo-wop recording. Luckily, doo-wop songs borrow heavily 
from each other and are very repetitive, often using identical chord progressions, similar 
melodies, and comparable lyrical subject matter. Curiously, this also aligns with the theme of 
repetition in the film. The creation of the album would involve a close study of recording 
techniques of the era and a collaboration with musician/producer Matt Verdier. I intend on 
having bass tracks recorded by Bry Reid, who in parallel will play the bass-playing protagonist 
in the film. 
 
Sound – Conclusion 
 This plan has changed somewhat. The strategy of focusing on recording only dialogue on 
set is one that we were fortunately a bit more liberal about then initially planned. Though it is 
true that recording clean dialogue tracks was our focus - and we were always able to do so - 
whenever the opportunity arose, we would make time to record “wild tracks” on set. Wild tracks 
are tracks of foley and sound effects, such as footsteps, that are recorded during production. 
Though we were not always able to record all the required foley on set, doing so where possible 
has saved us many hours of attempting to recreate these sounds in post, and is a strategy that I 
intend to continue to utilize in future productions.  
 As for the creation of music, this plan has changed as well. Rather than attempting to 
recreate the sound of 50s doo-wop music (a task we found much more difficult than initially 
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anticipated) we secured the rights to My Darling and So Fine by The Aquatones for a total of 
$2,500 - songs that we use as a motif throughout the film. We are in the process of continuing to 
secure the rights to other music, including songs by the indie rock band Yo La Tengo that will be 
used throughout the film.  
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Shot-list / Shooting Schedule 
 The following pages include the entire Shot-list which was also used as our shooting 
schedule throughout production. These shots also include storyboards drawn by my Director of 



































        
Call time is 6:45PM, we're meeting in front of 
the gate at 6:45PM and drive 30 mins inside 
location. Shoot as soon as it gets dark 
(8:30).There's code at the gate. Using Sedan 
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Fast forwarded. Actor should move slow. Can 
be reduced. While shooting 6L, 2 grips need 
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Set up jib for 24T while doing 24U out of 
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Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
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Ronin, 24 mm, run several takes 
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Day 3 (6/30) 
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Day 3 (6/30) 
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Day 4 (7/1) 
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24mm, Water Ripples, Practicals (think void 
sequence), PA black out windows, lighting for 
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Day 4 (7/1) 
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24mm, Kevin set up negative rags, while 
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11 PM - 12 AM 
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Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
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Day 7 (7/5) 





LUNCH: 45 Mins 
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Day 7 (7/5) 
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WET, CAR, 50mm, passed out after river, 
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105mm, have someone on hood push car to 
simulate impact, Anna just opened window, 
Jon relaxes, then sees Old Sailor, 
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7:20pm - 8pm 
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Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment  
 
 
Day 6 (7/3) 
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DRY, TRUCK, Anna just opened window, Jon 
relaxes FOREST 24mm. 
When we're about to shoot, tell them to open 
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DRY, TRUCK, Turn truck around towards 







12:05pm - 12:55pm 
 
   
 
 


















DRY, TRUCK, Jon looks at Anna opening 






12:55pm - 1:20pm 
 
 
   
 
 

























1:20pm - 1:50pm 
 
   
 
 
























1:50pm - 2:40pm 
 
   
 
 

























2:40pm - 3:30pm 
 
 
   
 
 
Day 7 (7/5) 








3:30pm - 4:05pm 
    
 
 


















DRY, CAR, FOREST, mona wakes up, pan 






4:05pm - 4:50pm 
 
   
 
 


















DRY, CAR, FOREST 50mm. Have water on 






4:50pm - 5:15pm 
 
 
   
 
 
















WET, CAR, FOREST 50mm Jon goes 
through entire action of cigarettes. Sees Mona 
wake up, turns back to road. 
When we're about to shoot, tell them to open 









































5:55pm - 6:45pm 
 
 
   
 
 
























6:45pm - 7:10pm 
 
 
   
 
 
























7:10pm - 7:35pm 
 
   
 
 
Day 7 (7/5) 





7:35pm - 8pm 
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Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
 
 
Day 8 (7/6) 
        
 




    
         
Set up crafty. Set up mirrors. Full-day sound. 
Run the shot twice the whole thing, then direct 
actors each line of dialogue 
  
 
10:00am - 12:00pm 
   
 
 



























































































































2:35pm - 3:20pm 
 
  








3:20pm - 4:05pm 
   
 
 























































































Day 8 (7/6) 





7pm - 8pm 
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 Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
 
 
Day 9 (7/7) 
        
 




   
 
 
Day 9 (7/7) 





Set up crafty. Set up car. 
  
 
8:00am - 8:40am 
   
 
 





















































































































































































































































Day 9 (7/7) 





12:20pm - 12:50pm 
   
 
 
Day 9 (7/7) 





SWITCH TO TRUCK 
  
 
12:50pm - 1:25pm 
   
 
 



















































































































































































































































Day 9 (7/7) 








4pm - 5pm 

























































































Day 9 (7/7) 














Jon / Anna 
    
 
 
Day 9 (7/7) 











Scn Shot Setup Rhsl Shoot Total Commen
t 




































24mm. Before the day starts. Shots combined from 


















        
 




   
        
 
45 
Move crew to location. Set up crafty, bootcamp 
- Julian, Lexa, Armando, Mike, Kevin (Jules' car) 
- Nick, Helen, Alex PA, Alex Ingram (Nick's car) 
- Fern, Gabe, Kyle, Adam (someone's car) 
- Steven (grip truck) 
  
 
3PM - 3:45PM 


















































































































































24mm. The door looks like open/close by itself 















































































9PM - 9:40PM 
















































































































































































Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time  Equipment 
 
 
Day 12 (7/10) 
        
 














9am - 10am 
  





Dolly/ track set up (cut carpet if necessary) 
Give people updates about the day shoot. 
  
 
10am - 11am 
  




Lighting and blackouts set up (cover anything reflects light or 
things that are not black: metal, signs, monitor, people,  
donald trump...) 100% black out soundstage 
  
 
11am - 12:15pm 
  
        
 
30 
Lighting and switchboard control (Kevin manipulates lights 
during shoot). Position monitor close to the switchboard for 
Kevin. 




12:15pm - 12:45pm 
  











































































































4:30pm - 5:35pm 
 
 

































































6:55pm - 7:25pm 
  





WRAP. Piano in Bry's trailer, Couch, bookshelf, in carpet 
  
 





Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
 
 
Day 13 (7/12) 
        
 




   




Move in, set up furniture. Set up base camp, crafty, 
etc. Helen dresses the set before crew arrives. 2 
grips help Helen 
  
 
11am - 12pm 
   
 
 

















24mm Flip shot. 
Jon grabs beer, walks out, walks back in, can't find 
opener, looks at frog, breaks beer, Beth throws keys 























































































35mm. Split the difference 
Jon watches TV, can't open beer, leaves, comes 






1:50pm - 2:40pm 
   
 
 

















35mm. Jon watches, Beth knocks on door, Beth sits 




































35mm. Dolly out. 














































Day 13 (7/12) 








4:55pm - 5:55pm 
   
 
 











































































































35mm. Block sunlight for 10J. 

































































































Jon lets Beth in, Beth sits on couch, Jon asks if she 












Day 13 (7/12) 








9:55pm - 11pm 
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 Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time  Equipment 
 
 
Day 14 (7/13) 
        
 










Set up lights, production design, black out. 
  
 





















50mm. Send everybody outside, costume 
































































1:20pm - 2:05pm 
 
 





Actress in robe. Set up jib. 
  
 


















































































































































































     
 




   
 
 



















































































































Day 14 (7/13) 













Day Scene Shot Setup Shoot Total Comment Actors Time    Equipment 
 
 
Day 15 (7/14) 
      
 




    





45 for Production design change. Set up Ronin. 
  
 
10am - 10:45am 
    
 
 


















35mm. AS3. Set up Follow focus on Zoom 

































Zoom. Cigarette. Follow focus on zoom. If 






12:45pm - 1:45pm 
  
  





Production design change 
  
 
1:45pm - 2:05pm 
























2:05pm - 2:55pm 
 
   
       
 
LUNCH 45 MINS 
  
 
2:55pm - 3:40pm 
    
 
 
























3:40pm - 4:30pm 
 































4:30pm - 5:10pm 
 
   
 
 
























5:10pm - 5:50pm 
 
   
 
 
























5:50pm - 6:50pm 
 































6:50pm - 7:50pm 
 
   
 
 
























Wishlist (25 mins) 
 
   
 
 
Day 15 (7/14) 








7:50pm - 9:00pm 









Rhsl Shoot Total Comm
ent 





        
 




   





























































































24mm (35mm). Do 2 shots at the time: 16A 
(Karim) + 16B (Kevin + Anthony). Then move 
to 16B (Karim) + 16C (Kevin + Anthony). Slate 




































50mm, 85mm. Individual takes of each 

































































3:25 - 4:10 











































































































































































        
 


























































































Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
 
 
Day 17 (7/16) 
        
 




   
 
 
Day 17 (7/16) 










   
 
 


























































































Day 17 (7/16) 









   
 
 


















24mm. Multi Cam. Next 3 shots happening 


















































































Day 17 (7/16) 









   
 
 































Day 17 (7/16) 














Rhsl Shoot Total Comme
nt 
Actors Time   Equipment 
 
 
Day 18 (7/17) 
        
 




   
 
 
Day 18 (7/17) 
       
 
60 
General set up. Move tables towards the stage, 
leave space for base camp at the end of stage 
side. Wrap equipment throughout the day to move 
tables back for 3A. Helen draws the symbol by 
8G (no production design 8F). Make sure the 




   
 
 














































































35mm. Track facing the main entrance. Build up 
track for 3A throughout the day after Karim 











































































































































































Day 18 (7/17) 








1:40 - 2:25 
   
 
 





















































































































































Day 18 (7/17) 





5 - 6 
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Day 19 (7/19) Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
 
 
Day 19 (7/19) 
        
 




   
 
 
Day 19 (7/19) 
        
 
General set up 
  
 
10am - 11am 
   
 
 





















































































































































    
 
 





























































































Day 19 (7/19) 








4:10pm - 4:55pm 
   
 
 
Day 19 (7/19) 









4:55pm - 6:10pm 
   
 
 





















Zoom lens and Jib 
 















Day 19 (7/19) 
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Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time    Equipment 
 
 
Day 20 (7/20) 
        
 




    
 
 
Day 20 (7/20) 





General setup, lighting Establishing, Jeff begins 




    
 
 

























    
 
 
















































35mm Shoulder rig, dirty, move in to clean 








   
 
 



























   
 
 


























   
 
 


























   
 
 


























   
 
 





















24mm, play out first half of scene, jump on table 
 
 







   
 
 



































Day 20 (7/20) 






    
 
 



























































   
 
 
Day 20 (7/20) 










Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
 
 
Day 21 (7/21) 
        
 
CALL TIME: 7PM at entrance. 30-minute drive 
  
 
7 - 7:30 
   
 
 
Day 21 (6/21) 








7:30 - 8:30 
   
 
 


















(Car crash, Mona dead) Make Up 































(Hitting Old Sailor) Blood splatter fx on windshield. Have 
someone to standby to wipe off the blood. 2 grips for brake 
gag. Vomit FX. 
 
































(Anna walking out of car after Jeff is hit) Jon's POV. Put 
camera on tripod. Darken Background. Keep blood splatter. 
Pan 































(Jon reaction in truck after hit and as Anna walks out of 












































































Day 21 (6/21) 









   
 
 
























Wishlist 30 min 
 
  




















































(Jon performing CPR on Mona, checking phone, and lifting 





























(Jon performing CPR on Mona, checking phone, and lifting 

































(Jon carrying Mona to car, can't open car, puts Mona down, 
covers her in jacket, runs back to jacket on floor, puts Mona 



































(Jon looks around, pees, looks at Mona, finishes peeing, 






























(Jon's POV after putting Mona in car after river) 








































High Hat on 
apple box 






PLATES (Jules and Karim during wrap) 
SCENE 5 





NW to W (50mm) pan from steering wheel to Jon. 60 fps. 
SCENE 24 
E (24mm) 
     
 
 
Day 21 (6/21) 
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Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time   Equipment 
Day 22 (6/22)        CALL TIME: 7PM at entrance. 30-minute drive  7 - 7:30    
Day 22 (6/22) 
      
60 General setup 
 
7:30 - 8:30 
   
 
 
























8:30 - 9:20 
   
 
 
























9:20 - 9:30 
   
 
 


















35mm TRUCK 19E stays the same for 5N & 5P 





































































































































Day 22 (6/22) 








12:30 - 1:15 
   
 
 
















































































(Jon finishes peeing, runs to front seat, drives off, 
jib down to radio) 






































































































Day 22 (6/22) 
       
WRAP 
 
5:30 - 6:00 






















(Jules and Karim during wrap) 









High Hat on 
apple box 





PLATES (Jules and Karim during wrap) 
SCENE 5 























Day Scene Shot Setup Rhsl Shoot Total Comment Actors Time    Equipment 
 
 
Day 23 (7/23) 
       
 




    
 
 
Day 23 (7/23) 





General setup, test dolly. Prod Design: Coffee Cup, Bandage, 




    
 
 
























7 - 7:40 
 
   
 
 
























7:40 - 8:00 
 
   
 
 
























8:00 - 8:50 
 
   
 
 
























8:50 - 9:30 
 
 
   
 
 
























9:30 - 9:55 
    
 
 
























9:55 - 11:00 
    
 
 
























11:00 - 11:15 
    








11:15 - 12:00 
    
 
 


















24mm (Jon pulls into gas station, gets out, pumps gas, gets in 






12:00 - 1:00 
 
   
 
 
























1:00 - 1:35 
 
   
 
 
























1:35 - 2:50 






Dolly and Track 
 
 





















2:50 - 3:30 
 
   
 
 
Day 23 (7/23) 





3:30 - 4:00 
    
 
 
































Day Order Scene Shot Setup Rhsl Shoot Total Comment Actors Time  Equipment 
 
 
Day 24 (7/24) 
        
 
CALL TIME: 3PM. Carpool 3:30pm 
  
 




Day 24 (7/24) 




General setup, FRAGILE ENVIRONMENT: 
Tennis balls on all c-stands, sound blankets, 





























































































































































Day 24 (7/24) 












Day 24 (7/24) 





































































Kids and unicorns 
 
 
Day 24 (7/24) 













Director, Writer, Producer, Editor, Sound Design: Julian Baner 
Co-Producer: Nicholas Kerr 
Director of Photography: Karim Dakkon 
1st Assistant Director: Mike Tran, Fransiscus Fendrian (2nd Unit) 
2nd Assistant Director: Steven Klotz, Sam Gordon (2nd Unit) 
Production Manager: Alex Kerr 
PA: Seher Sissi Tas, David Fernandez (2nd Unit) 
Art Direction: Helen Morales 
Production Design: Helen Morales, Alejandra Lopez (2nd Unit), Naybel Perez (2nd Unit) 
Makeup: Vikki Martinez (2nd Unit) 
Production Sound Mixer, Foley Artist: Harryson Thevenin 
Boom Operator: William Olsen, Mario Ramirez 
DAM: Nick Kerr, Brandon Wilson (2nd unit), Sophia Serpa (2nd unit) 
Special Effects: Jeff Shedden 
Visual Effects: George Lopez 
Gaffer: Kevin Garcia 
Key Grip: Grace Pineda, Josue Esquerdo 
Grip: William Ruback, Gabe Blanco, Kyle Gattis, Adam McCracken, Cristian Rhea, Liam 
Wright, Javier Sanchez, Stephen Maxwell, Carlos Napoleoni 
1st Assistant Camera: Alex Ingram 
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2nd Assistant Camera: Armando Pacheco 
B-Camera Operator: Anthony DeCario 
Script Supervisor: Lexa Davis 
Catering: John Marcano, Stevie Ramirez, Trisha Cooper 
Still Photographer: Carlos Ramos, Rex Hendricks 
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 The creation of Some Southern Waters  has been one of the most satisfying and 
educational experiences of my academic career. As discussed in the Production Literacy section, 
many of my initial production plans and aesthetic decisions had changed along the way, but 
rarely did they feel like compromises. In fact, had I not had the help and knowledge to lean on 
from my key collaborators and stuck to my initial presumptions, the final product would have 
suffered immensely.  
 Many things were workshopped and changed in the process of making this film for the 
better. There were 15 drafts of the script, and lines and situations would still change on the day 
of shooting. One key scene was shot and re-written three times. Some scenes had to be shot 
months apart. One individual shot (the opening shot of the film) took two days and a total of 26 
takes. Things continue to be rearranged and tweaked in the edit. Layers of story, meaning, and 
aesthetics become denser and denser by the day. The main takeaway being that filmmaking 
requires patience and perseverance. I was very surprised at the constant ebb of emotional highs 
and lows I would experience throughout a day, week, month, and even year while working on 
this project.  
 At the end of the day, on screen I am left seeing both my artistic compromises and my 
ambitions accomplished in the same light. I see things I could have differently, and things I could 
improve upon in the future, while seeing all that went right, and the plethora of magical moments 
I could not have planned for: a camera movement accidentally discovered, a beautiful 
71 
 
composition  born of necessity, an improvised line that rings truer than any word written, or a 
certain shift in an actor’s eyes that says what pages of dialogue cannot. 
 Luckily, I am left with a feeling of excitement for working out the things I can improve 
upon on my next project: writing more effective dialogue, establishing more satisfying character 
and narrative arcs, budgeting with more scrutiny, establishing better communication with 
department heads, and offering stronger direction to cast. Being more in touch with the financial 
realities of independent filmmaking, I am more cognizant of the need for identifying an audience 
for your film and capitalizing on the resources already available to you during the writing 
process. After 24 days on set, I have a clearer understanding of the importance of interaction 
with every department, and on the value of effective communication with actors. Finally, having 
sat behind my editing computer for months on end, I feel I have exponentially increased my 
speed, organization, technical understanding, and creativity when it comes to editing and sound 
design.  
Overall, the creation of Some Southern Waters was extremely positive, and I very much 









 The following pages include the latest draft of the screenplay which was used in pre-
production and during production. Many scenes were rewritten on the day or reordered in post, 
as expected. Numbers on the top right of the page indicate the page number within the script. 
Numbers on the left-hand side of the page indicate the scene number. 
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